Translations, published by Oxford University Press. Each title brings together a poet and an expert who translated creatively, in teams, the tragic Greeks.
One of the obstacles to projects like that among us stems from the anti-Socratic attitude that prevailed for years in our academic milieu. We were and still are submissive to the philology of positivist bias. The encyclopedic erudition that permeates classical studies often acquires a tone of authority, as if there was ultimately a definitive version of the text, which the archaeological and methodical labor would be equipped to retrieve. It is not about disregarding the value of this tradition, but rather the professorial way in which it often tries to impose itself. Unlike Socrates, it rarely allows itself to creatively face the original text. Inhibited by the great work, it produces versions that aesthetically oscillate between doubtful and catastrophic, as if it were the custodian of the matrix. We are left with the impression that among us, with few exceptions, the translation of classical poetry exists as an appendix to academic reviews. The average reader is led to think that the original is that which the university translator renders in Portuguese. It is an illusion of literalness. One seeks to translate a poem word by word, rearranging the syntax when literal translation would become incomprehensible. There is no concern as to whether the result in the target language has aesthetic dimension, the secondary parameter for the "rigor" of scientific doctrine. One translates as if the resulting text were intended to serve as an exegetical platform. It would be interesting, in this case, to go back to the Socratic lesson.
Translation of poetry should be an act of courage and permanent risk rather than of shyness before the great work. The creative translator has no reason to fear error, which is secondary if his gesture has magnitude and sincerity. It is not the normative principles advocated by readers obsessed with papers that will enable us to assess whether a translation is good or bad. Hugh Kenner, in The Pound Era, analyses a beautiful translation that the author of the Chants rendered of a poem by Ibycus.
3 At the end Pound strays from the original, but the Ibycus that transpires in this passage is closer to the matrix than a literal translation could ever aspire to be. This is not about defending the error, but about considering it secondary in the project that takes invention as the starting point. Similarly, given the nature of this type of production it would be wrong to defend a single principle for the creative translation of poetry. It will be up to each one to find and improve his technique in the path discovered. In my case, to be worthy of the invitation I have been honored with in the activity of Greek poetry translator, I wish to state upfront the importance of the years I spent with Haroldo de Campos, when I had the opportunity to follow and organize his translation of the Iliad. It was more than a decade of daily conversations which, although focused on Homer were far from being restricted to him. An attentive reading of the epic would soon lead to other works which Haroldo, endowed with great poetic memory, brought to light. He often faxed me the Greek text underlined and highlighting some formal relation. Paronomasias, unusual syntactic structures were aspects highlighted by the poet, to be re-imagined in Portuguese. Many pages of his manuscripts resem-ble imaginary maps, in which the space is occupied unpredictably: various colors of pens to highlight different aspects to be retrieved, arrows that lead the reader to the margins filled with comments, names, analogies, quotes, etc.
Clearly, this friendship has left marks on my work. Formal relations and intentional repetitions of classical authors are some of the aspects on which I try to focus. Aeschylus, in the oldest tragedy to come to us, The Persians, excels in the initial speech of the Coryphaeus: in a superbly high registers he inserts a list of Oriental names in the Greek metric structure. All the noble exuberance of the contingent led by Xerxes is initially marked by the redundant use of poli-("many", "multi-"). Equally extraordinary is the repetition of words derived from the root meaning "gold." How not to be instigated by such formidable splendor and mysterious sonority? Allow me to mention the solutions I found in the work I have just completed, so that the reader can concretely assess a possible path for literary translation: Another author who has been poetically properly translated into Portuguese is Aristophanes, the first vanguard writer in the Western world. In the parabasis of the Clouds, an episode in which the poet speaks directly to the audience in a serious tone, one reads (v.547): "I always act the sophist and introduce new ideas (kainas ideas)." In the Wasps, the spokesman of the chorus criticizes the negative reception of the Clouds because its author (i.e., Aristophanes himself…) disseminated "extremely innovative conceptions" (kainotatas... dianoias, v.1044). A central point in the poetry of Aristophanes is precisely the verbal quest. The plastic potential of the word, its expressive power, the unprecedented nature of constructions surprise even readers familiar with his work. As we read in the comedy the Frogs, the first work of literary criticism that reached us, the formal issue instigated Aristophanes. The dispute over who is the best poet, Aeschylus or Euripides, central in the second part of the play, follows two directions: ethics (which tragedy author made citizens betters) and aesthetics. Colloquial register versus heroic tone; expressive clarity versus imagetic refinement; invention or not of vocabulary compounds; introduction or not of philosophical and scientific jargons are some of the topics discussed. Aeschylus was the writer of the "old times" (ta palaia, 1107), whereas Euripides would pursue "originality" (ta kaina). The first would build diction as a tower (1004), while the second would divest the tragedy of its grandeur (1494-5).
To I believe that the translator of classical poetry should not bow to the glacial circumspection of philology. It is not difficult to venture into the scholarly flow that exegesis has been building over time. The issue lies in being able to distinguish between what results from penetrating reading and what stems from the routine practice of curricular imposition. Haroldo de Campos (1929 -2003 .
Focusing more on the original texts and less on minor issues entangled in footnotes, learning to recognize meaningful novelty and permanently exercising compositional techniques are some of the parameters that I have sought to adopt in my professional life, with the aim of contributing to make the reading of Greek poetry less painful among us. Spent -essays 1978 -1996 , Faber and Faber, 1996 2 War Music, The Noonday Press, 1997.
3 The Pound Era, University of California Press, 1971 , p.138-42. 4 Frogs, Bristol Classical Press, 1958 
